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INTRODUCTION 

THE Early Grerman school may per- 
haps best be regarded forward and 
backward from Dlirer. Schongauer 
and The Master of the Monogram E. S. were 
his precursors, Lucas of Leyden and Israel 
Van Meckenen were his contemporaries, and 
the " Little Masters " were his successors. 

From an artistic point of view one of the 
most interesting things about this group of 
men is the extent to which they were in- 
fluenced by the new classicism of Italian 
Art. The old German tradition may be con- 
sidered as a sort of virgin soil ^ a soil which 
has produced the German fairy-tales and, 
in our own day, the Wagner operas — a world 
of uncouth creatures, thegnomes and goblins 
of the German forests. The Italian classic 
tradition came to clothe these ideas with a 
garment of foi-m and comeliness. 

Besides the artistic interest of these prints, 
they have a very real historic significance ; 
in fact, engraving at this period went hand 
in hand with letter-press printing in the 
popular education of northern Europe; 
and to quote from Mr. Sidney Colvin, the 
eminent curator of the Print Room at the 
British Museum, " the rudest print of that 
period may often constitute by itself a whole 
chapter in the history of culture." 

David Keppel. 



CATALOGUE 

MARTIN SCHONGAUER. 

Born at Colmar probably between 1445 and 1450. He 
at first studied with his father, who was a goldsmith. 
He afterwards seems to have visited Flanders where 
he studied under Roger Van der Weyden. He prob- 
ably settled in Nuremberg about 1465. He is be- 
lieved to have died in 1499 at Augsburg. 

" Placing the general work of Diirer beside that of 
Schongauer, there are many more points of contrast 
than of resemblance. Diirer has far more of the 
spirit of the Renaissance, the spirit of fact and reality 
and of patient and searching thought. Schongauer 
has far more of the Gothic spirit, the spirit of devout 
dreaming. 

"In things more technical, I have shown how 
Schongauer prefers simplicity, nay emptiness, and 
Diirer, richness and complication in his landscapes 
and accessories. How Schongauer does not, and 
Diirer does, delight in feats of engraving for their 
own sake." 

Sidney Colvin. 

"For some of his types Schongauer chooses the 
grimacing faces which, in all northern art of the 15th 
century, are associated with violence or evil. He is 
unique, on the other hand, in the tenderness, the 
mystic purity and reverence, of his Madonnas and 
his Virgin Martyrs, and in the sublime beauty of his 
type of the Redeemer." 

Campbell-Dodgson, 
Publication of the Diirer Society ~4:th Series. 

1 Saint James the Greater Overcoming the Saracens. 

(Bartsoh No. 53) 
Extremely rare. From the Alfred Morrison col- 
lection. This print is in a wonderful state of 
preservation, being in almost absolutely perfect 
condition. The greatest collections in the world, 
such as that in the Print Room of the British 
Museum or the Kupferstich-Kabinet in Berlin, are 
compelled to take many of Sehongauer's plates torn 
across, or lacking an inch or so in height or breadth. 
Considering this, the value of a perfect piece, such 
as the present one, may be better realized. 

ISRAEL VAN MECKENEN. 

There were two artists of this name— father and 
son— both of whom lived at Bocholt in Flanders, 
where they had the right of citizenship. The father 
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was probably born at Meeheln, a small village be- 
tween Zutphen and Cleves, about the year 1440. In 
Booholt is a tomb bearing the name Israel and the 
date 1503. Bartsch believes that all the engravings 
were done by the son, but if so, he must have fol- 
lowed very closely his father's tradition, because the 
prints are quite Gothic in character. 

"All these men" (of the Flemish school) "re- 
tained in their style of drawing a great deal of the 
Gothic, no influence from the south seems to have 
ever touched them, but Israel was certainly an artist 
of great powers and versatile in their application. 
. . . Besides, and much more interesting to us 
and to history, he was almost the first to turn to 
ordinary life for his subjects." 

William Bell Scott, The Little Masters, page 14. 

2 The Descent from the Gross. (Bartsch No. 18) 

From the series of " The Passion." The first state 
of three, before the retouch. 

3 The Guitar Player and the Lady. (Bartsch No. 174) 

From the Alfred Morrison collection. This print 
and the following one may be considered perfect 
examples of Van Meekenen's work. 

4 The Falconer and the Lady. (Bartsch No. 177) 

From the Alfred Morrison collection. 

LUCAS CRANACH. 

Bom 1470 at Eronach, Bamberg. He served more 
than sixty years as painter to the Court of Saxony, 
during the lifetime of Frederick the Wise and the 
two succeeding kings. He died at Weimar 16th Oc- 
tober, 1553, in the 83rd year of his age. The great 
majority of his designs were engraved on wood, but 
there exist also a few pieces on copper by him. 

5 The Penitence of Saint John Chrysostom. (Bartsch No. 1) 

Dated 1509. From the Amann collection. This en- 
graving shows a purely German tendency, recalling 
the work of Altdorfer and one or two of the very 
earliest plates by Diirer. The rocky, mountainous 
country and the pine forests to the south of Dresden, 
probably inspired the background. 

LUCAS KRUG. 

Lived in Nuremberg and died there, probably about 
the year 1519. 

6 The Nativity. (Bartsch No. 1) 

From the Morrison ooUeotion. 

JACOB BINCK. 

Born about 1490 at Cologne, and died 1560 at Kon- 
igsberg. 

7 The Virgin Adoring the Infant Christ (Bartsch No. 9) 
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DIRK VAN STAAREN. 

" He appears to have worked as a painter of glass in 
Brussels, and perhaps became acquainted with the 
process of etching in Germany. His early plates, 
small in size, and dated from 1522 onwards, show 
fine technique in the delicate style of the Little 
Masters ; and the same is the case with his latest 
work, a 'Deluge' of 1544." 
Dr. Fr. Lippmann, Engraving and Etching, p. 156. 

8 Saint Lake Painting a Portrait of the Virgin. 

(Bartseh No. 9) 
From the collection of Dr. Augustus Strater of Aix- 
la-Chapelle. Van Staaren seems to have been greatly 
influenced by Italian decorative work, such as was 
practised by goldsmiths and silversmiths. 

ALBRECHT DURER. 

Albrecht Diii-er was of Hungarian descent; his 
father came from the little village of Eytas in 
Hungary. Albrecht was born in Nuremberg in 1471 
and in 1486 entered the studio of Michael Wolge- 
mut, the best Nuremberg painter of that day. He 
worked in Wolgemut's studio for four years, and 
then spent some years traveling about, probably for 
the most part in Germany. During this time he 
visited Colmar in order to see Martin Schongauer, 
only to find that the great master had died shortly 
before. He returned to Nuremberg in 1494 and his 
works done from that date until 1505 belong to what 
is called his First Period. 

Til the autumn of 1505 Durer undertook a journey 
to Venice, a city which at that time had a large 
traffic with Nuremberg. With his return in 1507 
begins the Second Period of his work and in it the 
influence of the art of Italy can be distinctly traced. 

In 1520-21 Diirer was in the Netherlands and the 
works done from that time until his death in 1528 
comprise the Third Period of his work. 

As to the spirit of Diirer's work we quote an ex- 
cellent paragraph from an article by Sidney Col- 
vin, M.A., Director of the Print Eoom in the 
British Museum. 

"But though in right of his resolute and wistful 
passion of discovery — that intellectual passion of his 
age, which he has personified in his greatest crea- 
tion, the ifetoncftoHa, —though in right of this temper, 
Diirer is the child of the Renaissance, though he was 
the friend . . . . of Melanchthon and Erasmus, yet in 
his work he was not what is usually called a painter 
of the Renaissance ; that is to say, his ideals were 
not classical ideals and the touch of the antique 
grace was not in him. Now and again, as we have 
seen and especially in his youth, heVas attracted by 
the antique spirit as it had been revived in northern 



Italy, and his art came into contact with those ideals ; 
but the contact was experimental only and occa- 
sional. In the long mn, he held out against the 
spell which was subduing, and before his death had 
subdued utterly, the general mind of Europe. The 
old spirit of northern art was stubborn within him, 
the spirit of German veracity which cannot and 
will not see things a whit fairer than they are, but 
chooses to harshen fact and character into grotesque- 
ness rather than soften them into grace ; which is 
capable of all degrees alike of strength, terror, ten- 
derness, only they must be the strength, terror or 
tenderness, of the men and women, no matter how 
rugged or homely their humanity, of the artist's real 
experience. 

The peculiar achievement of DUrer is this, that 
living in the midst of the Renaissance and having 
mastered its acquisitions, he used this mastery to 
carry to its highest expression not the old spirit of 
Eenaissance art, but the old spirit of northern art 
as it had existed before the Renaissance. While 
other artists, both in South and North, were learn- 
ing to be classical and graceful, Diirer, mightiest of 
his race, remained whether in grandeur or pathos, 
rugged and homely to the end." 

9 Adam and Eve. (Bartsch No. 1) 

First period. 
Dated 150i. Impression printed on High Crown 
paper. 

" Diirer summed up in this masterly engraving the result of 
those studies of human proportion wliich had been occupy- 
ing him since the turn of the century. 

With the exception of the Oreat Satyr, B-73. This is the 
only engraving by Diirer of which unfinished trial proofs have 
been preserved ; three of these early experimental impressions 
of the Adam and Eve exist, showing the plate in two stages of 
its progress. . . . They show Diirer's method of working: he 
conmienced with an outline and iilled it in methodically, work- 
ing up each portion to complete finish before attacking the 

next." 

Oampbell-Dodgson, 
PublieaUon of the Diirer Society— Stii Series. 

10 The Sudarium of Saint Veronica. (Bartsch No. 25) 

Second period. 
Dated 1513. 

11 The Prodigal Son. (Bartsch No. 28) 

First period. 
Undated. A very early plate, as may be known by 
the style of the monogram, and also by the treat- 
ment, especially in the trees. It is generally be- 
lieved that, in the Prodigal Son, Diirer has drawn 
his own portrait. 

12 The Virgin with ie Q-own and Sceptre. 

Second pt.-od. (Bartsch No. 32) 

Dated 1516. It may be noticed that Diirer repre- 
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sented the Christ child as having a star-shaped halo, 
and the Virgin as having a circular one. He always 
followed this out in similar compositions. 

13 The Virgin Seated, Embracing the Infant Christ, 

Second period. (Bartsch No. 35) 

Dated 1513. 

14 The Virgin Crowned by Two Angels. 

Second period. (Bartsch No. 39) 

Duplicate from the Berlin Museum, also from the 
coUeetiou of W. Bell Scott and Count von Lepell. 

15 The Virgin Seated at the Foot of a Wall. 

Second period. (Bartsch No. 40) 

Dated 1513. From the Holmes collection. One of 
the most beautiful of the Diirer Madonnas. 

16 The Virgin with the Pear. (Bartsch No. 41) 

Second period. 
Dated 1511. From the collection of Prince Lobanoil. 
It seems xmquestionable that much of the inspira- 
tion of Diirer and the men who followed him was 
due to the worli of Jacopo di Barbari, an Italian en- 
graver, who resided in Nuremberg at the end of the 
15th century. His design and style are thoroughly 
Italian and show an intimate acquaintance with the 
antique, in obedience to Renaissance taste. In his 
first period Diirer used a shading of straight lines, 
not curving the shading in sympathy with the con- 
tours to any great extent. (See this straight type 
of shading in Van Meckenen.) Later on, as in this 
plate, he treated the tree trunks and the draperies 
with curved lines, sometimes using curved cross- 
hatching. 

17 The Holy Family with the Locost. (Bartsch No. 44) 

First period. 
On paper water-marked with the Gothic P. The 
slipped stroke of the graver, which appears over the 
head of the Virgin, indicates one of the earliest im- 
pressions from the plate. This plate, like " The 
Prodigal Son," is undated, but is known by the style 
of the monogram, and also by the naive drawing of 
certain details in the background, as being among 
Diirer' s very earliest works. 

18 Saint Christopher. (Bartsch No. 52) 

Third period. 

19 Saint Eustace. (Bartsch No. 57) 

Second period. 
On High Crown paper. Prom the collection of Pierre 
Mariette. Signed on the back and dated 1667 by 
him. A splendid example. 

20 Saint Anthony. (Bartsch No. 58) 

Second period. 
"The repose and serenity of the lovely little St. Anthony." 

T. Sturge Moore, Albert Diirer, p. 252. 
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21 Saint Jerome in his CelL (Bartsch No. 60) 

Second period. 
It is to be noticed that none of the three plates usu- 
ally considered Diirer's greatest ; " Saint Jerome in 
his cell," "Melancholia," or "The Knight, Death 
and the Devil," occurs on paper bearing a water- 
mark. See note on the Melancholia, No. 23 of the 
Exhibition. 

22 The Carrying away of Amymone. (Bartsch No. 71) 

Second period. 
Printed on High Crown paper. This plate contains 
one of the most elaborate landscape backgrounds 
which Diirer ever made. 

Diirer usually composed his pictures on a vertical 
plane, like a tile or a piece of tapestry. Occasion- 
ally the distance is seen, but it is used only as an 
element in the vertical composition. Most of Diirer's 
landscapes, like the present one, contain a fortified 
town on a hill something of the type of Mont Saint 
Michel, but the general effect produced in the com- 
position lays stress on the silhouette of the hill 
against the sky, rather than on the distant horizon. 
Altdorfer, on the other hand, composed on the hor- 
izontal plane, using the far distance or " outlet" as 
an integral part of the composition. 

23 Melancholia. (Bartsch No. 74) 

Second period. 
From the von Hefner-Alteneck collection. 
" The Melancholia ranks by common consent among the mas- 
terpieces of engraving, and in perfection of technique it was 
never surpassed by Diirer himself. The impressiveness of this 
majestic figure and the poetical suggestion of her surroundings 
are equally unrivaled ; Melancholia holds aplace among Diirer's 
engravings comparable to Hamlet among Shakespeare's plays. 
Like Hamlet, it has given rise to endless discussion, often of 
an unprofitable kind. There is no approach, as yet, to the 
general acceptance of any theory about its meaning. 

Dr. Paul Weber regards the Knight of 1513 as standing by 
itself, and the two plates of 1514 as forming a pair, typical of 
profane and sacred learning respectively ; the Melancholia, ac- 
cording to him, represents the human spirit weighed down by 
despondency, baflflod in the unaided search for knowledge, in 
contrast to St. Jerome, studying passively in the light of divine 
revelation." 

Campbell-Dodgson, 
Publication of the Diirer Society— nh Series. 

24 The Dream. (Bartsch No. 76) 

First period. 
Printed on High Crown paper. 

25 The Knight, Death and the Devil. (Bartsch No. 98) 

Second period. 
Impression of unusually fine quality. 
"Much has been written about the meaning of this engraving, 
which Diirer himself calls I>er Heuter. The interpretation of 
the Christian Knight is the oldest, simplest and best. Passing 
resolutely through the terrors of this mortal life, turning his 
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baek on temptation and undismayed by the prospect of tem- 
poral death, he rides straight on along the road which will 
eventually leave the dark valley and lead up to the bright city 
on the hill. This notion of the Christian Knight, to which 
Erasmus gave the greatest vogue by the publication of his 
JEnckiridion ^[ilitig Chriatiania, had been current long before 
in the mystical literature and popular theology of the 15th 
century. It had already inspired some rude woodcut illustra- 
tions, and Diirer was not so much expressing an original 
thought of his own as giving the first adequate artistic form 
to a conception universally familiar in his generation." 
Campbell-Dodgson, 
PvbUcati&n 0/ tlie Durer Society — 6th Series. 

26 The Same. (3artsch No. 98) 

Another impression equally fine. 

27 Prince Frederick of Saxony. (Bartsch No. 104) 

Third period. 
Notice the fact that Diirer has shown in the eyes of 
the sitter the reflection of the window-frame of the 
room in which they were sitting. 



WOODCUTS BY DURER. 

The woodcuts of Albrecht Diirer have not been col- 
lected to any great extent in this country, and the 
main reason for this is that the examples which 
American collectors have seen have rarely been the 
really fine impressions. These early blocks were cut 
not out of box-wood, as is the modern custom, but out 
of cherry or pearwood, and it is easy to see that 
the clearness and sharpness of impression which 
give to the proof something of the effect of a pen 
drawing, is only to be found in the earliest proofs 
from the block. The earliness or lateness of the 
impression, as a rule, can be determined with great 
exactness by the water-mark in the paper. Almost 
half of the noblest compositions of Diirer were 
executed on wood and exist only in that form, and to 
omit them from a Diirer collection is to omit a very 
large proportion of the greatest things he has left us. 
It may be said, in conclusion, that there is perhaps 
no class of prints in the world which is quite so fine 
for framing purposes as the woodcuts of Diirer, and 
that their price, relatively to the engravings on 
copper, is still very low. 

28 The Adoration of the Kings. (Bartsch No. 3) 

Dated toll. Beautiful early impression on paper 
water-marked with the bull's head. 

29 The Last Supper. (Bartsch No. 53) 

Dated 1523. Superb impression. 

30 The Holy Family. (Bartsch No. 96) 

Dated 1511. One of the prettiest Diirer woodcuts, 
on paper bearing the water-mark "Hausmann 
No. 43." 
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31 St. George Slaying the Dragon. (Bartsch No. Ill) 

One of the rarest and most decorative of Dlirer's 
woodcuts. 

32 Christ Appearing to St .Gregory. (Bartsch No. 123) 

Dated 1511. Superb proof on paper water-marked 
with the high crown. 

LUCAS OF LEYDEN. 

' ' Of the Northern engravers who worked at the same 
time as Diirer, it is Lucas of Leyden whose fame, by 
common consent, stands next to Dlirer's own. 

"Lucas of Leyden was born at the end of May or 
beginning of Jime, 1494, and was therefore 23 years 
j'ounger than Diirer, but Diirer had not been en- 
graving 10 years before Lucas had caught him up, 
and was as well known as he ; the master of Leyden 
at 17 had got to be almost the equal of the master of 
Nuremberg at 40. 

"In conclusion, Vasari defines and praises, in his 
own fashion, those qualities in Lucas which we have 
already noticed, the patience and sincerity of his in- 
ventions, the reality and expressiveness of his types, 
his untiring veracity and finish, his accomplished 
art of distributing groups and figures in space, and 
the power, in which he stood alone in his time, of 
expressing distance and recession in landscapes and 
buildings by delicate gradations of line." 

Sidney Colvin. 
Lucas engraved with a very delicate, faint, burin- 
stroke so that the fine impressions of his plates are, 
relatively speaking, rarer than in the case of almost 
any other master. 

33 Adam and Eve. (Bartsch No. 3) 

On paper water-marked with a " Gothic P." Dated 
1529. 

34 Adam and Eve. (Bartsch No. 8) 

Dated 1519. From the Morrison collection. 

35 Cain Killing Abel. (Bartsch No. 13) 

A delicate early impression with wide margin. It 
bears both on the front and the back the initials of 
William Esdaile, and on the back is written ' ' Frank- 
fort, 1825." It is also from the collections of Baron 
Marochetti and Alfred Morrison. 

36 The Same. 

Another impression in which' shadows have been 
strengthened. From the Debois collection. 

37 Abraham Sending Away Hagar. (Bartsch No. 18) 

Dated 1516. Beautiful impression on paper water- 
marked with a "Gothic P." In his treatment of 
children Lucas was at least the equal of Diirer. One 
could hardly find among the plates of Diirer a prettier 
figure of a child than the little Ishmael in this plate. 
12 



38 Joseph Telling His Dream to Jacob. (Bartsch No. 19) 

From the History of Joseph. Dated 1512. Ob paper 
bearing the water-mark of a Coat of Arms with a 
Starfish. 

39 Joseph Interpreting Pharaoh's Dream. (Bartsch No. 23) 

From the History of Joseph. On paper hearing the 
water-mark of a Coat of Arms with a Starfish. 

40 The Triumph of Mordecai. (Bartsch No. 22) 

On paper water-marked with a high crown. The 
form of the crown in the paper which is used by 
Lucas is quite different from that occurring in the 
prints of Diirer, being much ruder and more primi- 
tive in the drawing. 

41 The Rest in Egypt. (Bartsch No. 38) 

Bartsch says that this plate must have been en- 
graved about 1508. From the Morrison collection. 
It is noticeable that very little foliage drawn to a 
large scale occurs in Diirer's work, while it is very 
frequent in that of Lucas. 

42 The Great Crucifixion. (Bartsch No. 74) 

*' Again in one of Leyden's greatest engraved compositions, the 
I^cce Hovio, 1510 (B-71), the figiires of a turbaned-man followed 
by a woman and a child, walking a little apart from the main 
group of the Jews in the foreground, seem freely adapted from 
the similar figures of Diirer's small print B-85." 

William Bell Scott. 

43 CJirist Appearing to the Magdalen. (Bartsch No. 77) 

Dated 1519. One of the most beautiful of the prints 
of Lucas van Leyden. From the Morrison collection. 
Both Diirer and Lucas represented Christ, in this 
scene, as wearing a broad-brimmed hat, probably 
founding this conception on the phrase in the Gospel : 
" She, supposing him to be the gardener." 

44 The Virgin and Child with St. Anne. (Bartsch No. 79) 

Dated 1516. On paper bearing the water-mark of a 
snake. From the collections of Captain Donnadieu 
and Alfred Morrison. This print and the succeeding 
one are examples of the charming way in which 
Lucas represented children. 

45 Tlie Virgin Seated at the Foot of a Tree. 

(Bartsch No. 83) 
Dated 1514. From the Alfred Morrison collection. 

46 St. Luke Seated Upon an Ox. (Bartsch No. 104) 

Superb impression from the Alfred Morrison col- 
lection. The singular position of the Ox's head is 
due to the fact that the Saint is using the tips of its 
horns as a rest to support the book in which he is 
writing. This plate was believed by Bartsch to 
have been engraved about 1508. 

47 The Conversion of StPauL (Bartsch No. 107) 

Dated 1509. On paper bearing the water-mark 
with a "Gothic P." 

•' The author " ( Vasari ) " speaks, however, to purpose again 
when he says that the prints which gave Lucas his greatest 
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fame were certain large Scripture compositions, eacli contain- 
ing a vast number of figures distributed upon different planes 
of arcbitectural landscape, such as the Conversion of St. Paul 
(1509), the Ecce Homo (1510), and the Crucijixion (1517). These 
three, and a fourth of the same shape and scale engraved in 
1519, The Magdalen Returning to the Pleasures of the World 
(B-122), are in fact the masterpieces of Lucas for power in 
grouping and sustained fidelity in execution." 

Sidney Colvin. 

48 St. Jerome. (Bartsch No. 112) 

Dated 1513. Bartseli mentions Daniel Hopfer as 
being the first engraver who contrived to give to his 
plates somewhat the appearance of a wash drawing. 
The fineness and regularity of the shading across the 
face of the lion, however, in the present print, 
certainly produces much the same effect. 

49 St. Francis Receiving the Stigmata. (Bartsch No. 120) 

From the collection of the Earl of Aylesford. The 
piece is undated, but it is believed by Bartsch to 
have been engraved about 1514. 

50 St. George Delivering the Princess. (Bartsch No. 121) 

Undated, but believed to have been engraved about 
1508. Lucas would then have been only fourteen 
at the time he engraved this plate and indeed there 
is something about the way in which the Princess 
weeps at the prospect of being eaten by the Dragon 
and wiped away her tears in childish fashion with 
the back of her hand that tempts one to think that 
the artist who conceived it must himself have been 
a child who believed in the German fairy-tales not 
so very long before. From the Alfred Morrison 
collection. 

51 The Dance of the Magdalen. (Bartsch No. 122) 

Dated 1519. Superb impression upon paper water- 
marked with a " Gothic P." From the collection of 
Richard Fisher. This print has always been con- 
sidered as Lucas van Leyden's masterpiece. A tear 
in the upper portion of the print has been mended. 
"This beautiful piece which Lucas engraved in the period of 
his greatest power is one of his best works. Fine impressions 
are extremely difficult to find. They were already sold during 
the lifetime of Lucqs at a golden florin, which was for that 
epoch a very great price; since then fine impressions have be- 
come still rarer, time having destroyed the greater number of 
them, and the price has rapidly increased, collectors some- 
times pushing the print to enormous sums." 

Bartsch. (1796.) 

52 An Old Woman with a Bunch of Grapes. 

(Bartsch No. 151) 
** Cette pi6ce est admirablement bien touch6e, elle est du meil- 
leur temps de Lucas, et par6it avoir et6 faite vers I'an 1523." 

Bartsch. 

53 The Musicians. (Bartsch No. 155) 

Dated 1524. Superb impression from the Alfred 
Morrison collection. 

*' Cette pi6ce est une des mieux grav6es de Lucas." 

Bartsch. 
U 



ALBRECHT ALTDORFER. 

Altdorfer was born some time prior to 1480. The 
place of his birth is not known but in 1505 he left 
Amberg for Ratisbon. Most of his life was passed 
in the latter city and he became one of its leading 
citizens. He died at Ratisbon in 1538. 

" The earliest in date of these so-called Little Mas- 
ters is Altdorfer. He is also the most original in 
touch and fancy. His woi-k gives proof of no close 
dependence on Diirer and bears no close affinity 
with the work of any other master." 

Sidney Colvin. 
" It is his small etchings that give him the claim to 
be considered ' The Father of Landscape Painting, ' 
and also his method of embodying his figure com- 
positions within forests of curious trees, the fir tree 
having a peculiar charm for him, and vast back- 
grounds of varied ruins and mountains. 

It is not certain that Altdorfer studied at Nuremberg, 
and while Lucas of Leyden, beginning almost in 
childhood, went on to the end of his career imbibing 
more and more the foreign form and purity, Altdorfer 
to the end of his life retained the northern character 
and indulged more in the bizarrerie and grotesque 
invention peculiar to the north." 

"William Bell Scott, 
The Little Masters, pp. 29 and 92. 

54 Saint Christopher. (Bartsoh No. 19) 

"By the side of this is Altdorfer's version of the thousand 
times repeated Okristopker story, perhaps the most popular in 
the whole cyele of the acts of the saints, and one without which 
no pilgrim would willingly start on a journey. The Saint's 
look of distress beneath the weight of the miraculous Child, 
the gleaming ripples of the water, the streaming, unaccountable 
rays thrown from the sun, the steep bank with pine trees and 
the richly conceived miniature distance of church, wood and 
mountain, all these are in the happiest vein of Altdorfer's 
picturesque fancy. " Sidney Colvin. 

55 Pyramus and Thisbe. (Bartsch No. 44) 

From the Kerrioh collection. 

** Secondly, may we not be thankful that the beauty revealed to 
Altdorfer, like that of the besttalesof Hans Andersen, breathes 
a spirit of such winsome and cordial homeliness that it actually 
seems to invite and welcome our study." 

T. Sturge Moore, Altdorfer, p. 44. 

THE BEHAMS. 

The fame of Diirer drew together in Nuremberg the 
group of men known as the Little Masters. The two 
Behams were natives of the city, as was also Georg 
Peuoz. Hans Sebald, the elder of the two brothers, 
was bom in 1500 ; Barthel, the younger, in 1502. 

Both the Behams and Georg Pencz were regarded 
in Nuremberg as very radical and dangerous char- 
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acters. They believed in a form of socialism, denied 
many of the doctrines of the Church and besides 
were held to be very wild and dissipated young men. 
They were commonly known as "The Three Godless 
Painters" and were tried in 1524 for heresy and 
banished from Nuremberg. Hans Sebald went to 
live at Frankfort, where he died in 1550. Barthel 
is said to have resided chiefly in Italy during the 
latter part of his life and to have died there about 
1540. 

As compared with Diirer, the Little Masters were 
fantastic rather than imaginative ; they were more 
intimate than Diirer and more human. In their 
work may be recognized the great change which took 
place in the development of Northern Art in the early 
part of the 16th century — the change from medie- 
valism to realism, from clerical mythology and 
the history of the saints to poetry and genre. Many 
of their plates resemble goldsmiths' work and, in 
fact, they were probably greatly influenced by the 
Italian Nielli — or prints taken from goldsmiths' de- 
signs. 

In speaking of Hans Sebald, Mr. Sidney Colvin 
says: 

" In religious pieces, in classical subjects, in fable 
and fancy, in ornamental pattern, in scenes of peas- 
ant labor or peasant merriment and debauchery, he 
exhibits always the same characteristic cross or alli- 
ance of the old German plainness, toughness, grit, 
with the new Italian style and correctness of design. 

At any rate his work, like that of most of the Lit- 
tle Masters has an air of having been done half in 
earnest, half in play ; a vernacular familiarity which, 
for those who can enter into the spirit of it, is very 
attractive." 

BARTHEL BEHAM. 

" He has always been justly reckoned among the 
greatest artists of this group. His prints show a 
masterly knowledge of drawing, always correct and 
often full of grace, as well as a technique of wonder- 
ful softness and delicacy." 

Bartsch. 

56 Saint Christopher. (Bartsch No. 10) 

Dated 1520. 

57 The Three Skulls. (Bartsch No. 27) 

Dated 1529. Very rare first state, before monogram 
"B. P." was changed. 

58 Portrait of the Emperor Ferdinand The First. 

(Bartsch No. 61) 

In the 29th year of his age. Engraved in 1531. The 

extremely rare first state, before the address of 

Heyden. 

16 



HANS SEBALD BEHAM. 

59 The Return of the Prodigal Son. (Bartsch No. 34) 

60 Saint Sebald. (Bartsch No. 65) 

Dated 1521. 

61 The Justice of Trajan. (Bartsch No. 82) 

A woman praying the Emperor Trajan for justice 
against the murderer of her son. The First State, 
before the date. 

62 The Same. Second State. 

The year 1537 has been added. From the Morrison 
collection. 

63 The Judgment of Paris. (Bartsch No. 89) 

Superb impression. 

64 Hercules Carrying Away lole. (Bartsch No. 99) 

Dated 1544. Prom the "Labors of Hercules." 

65 A Triumph of Noble Women. (Bartsch No. 143) 

From the Morrison collection. 

66 Death and the Woman. (Bartsch No. 149) 

Superb impression of the first state. In the later 
state there are four long blades of grass near the pot 
■which holds the lily instead of three as in the present 
impression. 

67 Death and the Woman. (Bartsch No. 150) 

68 Penitence of St. Jolrn Crysostom. (Bartsch No. 215) 

69 Vignette with an Eagle. (Bartsch No. 224) 

From the Morrison collection. 

70 Vignette with Satyrs. (Bartsch No. 225) 

From the Morrison collection. 

71 Vignette with a Sphinx. (Bartsch No. 226) 

Dated 1544. From the Morrison collection. 

72 Vignette with a Cuirass and Two Genii. 

(Bartsch No. 227) 
From the Morrison collection. 

73 Vignette with a Mask. (Bartsch No. 228) 

Dated 1544. 

74 Cupid as a Jester. (Bartsch No. 230) 

Dated 1542. 

GEORG PENCZ. 

A native of Nuremberg, was born in the beginning 
of the 16th century. He was admitted into the Guild 
of Painters in 1523. After he had been, if not under 
the instruction, at least under the influence of Al- 
breeht Dtirer, he was associated with the Behams 
and with them, in 1524, underwent the sentence of 
banishment for heresy. He was, however, frequently 
in Nxiremberg until the year 1532, when he came 
back to live there altogether. He seems to have 
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visited Italy on several occasions and is said to have 
studied under Mare Antonio Raimondi. He died at 
Breslau in 1550. 

75 Christ Asleep During the Tempest. (Bartsch No. 35) 

" For the new testament we find some tnily admirable designs. 
Christ Asleep Ihiring the TeTnpcst (B-35) we are inclined to 
consider ttie noblest composition ever done of the subject so 
often treated. ' ' 

William Bell Scott, The Little Masters, page 110. 

76 Christ Blessing Little Children. (Bartsch No. 56) 

From the Liphart collection. 

77 Tamiris with the head of Cyrus. (Bartsch No. 70) 

" The most excellent of his works are those from antique fable 
and mythology. The four subjects, Tatniris, Medea, Paris and 
Procris (B-70-73), are truly beautiful ; in these we see evidence 
of Italian things to such an extent that no Germanism what- 
ever is left." 

William Bell Scott, The LiUle Masters, page 111. 

78 Procris. ' (Bartsch No. 73) 

Dated 1539. From the John Barnard collection. 

See note on the preceding. 

HEINRICH ALDEGREVER. 

Born at Soest in Westphalia, 1502. After having 
studied the engravings of Diirer for some time, he 
went to Nuremberg and became Diirer's pupil. 
Aldegrever's prints are remarkable for the free and 
graceful treatment of the trees. 

79 The Creation of Eve. (Bartsch No. 1) 

From the "History of Adam and Eve." This print 
has been clipped at the top about three sixteenths 
of an inch. 

80 Adam and Eve after having been Driven from Paradise. 

(Bartsch No. 6) 
Dated 1540. From the "History of Adam and Eve." 
From the Alexander A. Weston collection. 

81 Adam and Eve. (Bartsch No. 11) 

Dated 1546. From an unknown collection (Fagan 
No. 619). 

82 Lot Protecting the Angels from the Inhabitants of Sodom. 

(Bartsch No. 15) 
Dated 1555. From the " History of Lot." 

83 Lot and his Family Leaving Sodom. (Bartsch No. 16) 

Dated 1555. From the "History of Lot." 

84 Lot and his Daughters. (Bartsch No. 17) 

Dated 1555. From the " History of Lot." 

85 Susanna at the Bath. (Bartsch No. 30) 

Dated 1555. 

86 The Nativity. (Bartsch No. S9) 

Dated 1553. From the collection of Baron Des- 
noyers. ' 
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87 Hercules Slaying the Nemean Lion. (Bartsoh No. 84) 

Dated 1550. From the "Labors of Hercules." 
The foliage in this print is treated with extraordi- 
nary freedom. 

88 Hercules Killing the Hydra. (Bartsch No. 86) 

Dated 1550. From the " Labors of Hercules." 

DANIEL HOPFER. 

Daniel Hopfer was the most eminent of the family 
of Hopf era, who were living at Augsburg about the 
year 1506. They signed their plates with different 
initials and with a little device which was formerly 
supposed to be a chandelier, but was discovered to 
be a hop plant, which was used as a sort of family 
signature. In speaking of Daniel Hopfer's work, 
Bartsch notes that he is the first engraver to produce 
a plate having somewhat the effect of a wash diaw- 
ing. 

89 A dvalier and a Lady. 

Undescribed by Bartsch. Passavant No. 6. The 
inscription on the tablet may be translated : "Hope 
goes before destruction, and pride before a fall." 
From the colleetion of Franz Josef Graf von Engen- 
berg. 
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